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Abstract
Creative people have a succession of specific characteristics of
diverse types. This is what was shown by the results of an inves-
tigation whose aim was to recognise the differences in persona-
lity traits among creators in different fields, and also an in-depth
perception of creators' beliefs about themselves, about creators
in general, and creative processes. The investigation is based on
several personality and process questionnaires carried out by
diverse types of creative subjects: artists and painters, patent pro-
duct inventors, designers, comic-strip drafters, and actors.
The role of creativity in current and
future society
Creativity is the key to future societies and organisa-
tions; without creativity there is no personal or social
development.
Innovation, creativity, change, improvement, quali-
ty... are some of the words we hear constantly both in
the field of education and in business. They reflect a
new perspective, a new basis for considering produc-
tion, knowledge, and training. Congresses, conferences,
and seminars follow these new referents. Progress and
development, both personal and social, increasingly
depend on the inventive and creative capacity of the
new generations. Even though experience will always
be an invaluable support, the truth is that new prob-
lems require new ideas.
Creativity is spoken of as a fashionable theme. And
creativity should not be fashionable as something tran-
sitory. In any case, it ought to be a permanent fashion,
a constant change and transformation of the environ-
ment to adjust it to the changing needs of our necessi-
ties. Man is a developing and communicating being.
Creativity allows him to carry out this facet of con-
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stant improvement. Without creativity no valid change
is possible. Or, in other words, if man were not cre-
ative, we would still be living in caves.
We have been talking about creative imagination
and almost half studying creativity for over a century.
A certain part of society has acquired a conscience of
the importance of creativity in more creative activities
such as art, literature, invention, and marketing. But
this view has been overcome. It is necessary to view
creativity not as an academic discipline, not as a set of
techniques, nor as an expression of psychological the-
ories, but rather as something alive in each human
being; as a social value we need to develop, the same
as education, health, or the integration of the less-
favoured. For R. Marín (1984), creativity is part of
contemporary society as a value option of which we
need to become conscious, know, accept, and even inte-
grate into our normal behaviour.
There are people in our country who are dedicat-
ed to studying creativity as an object of knowledge.
This has been done in psychology and pedagogy dur-
ing the last decades. Others are in the fruitful task of
broadcasting and applying it in the business field and
that of personal fulfilment. A third group is made up
of those who have a profession based on creative pro-
duction. They are beyond theories and applications:
they simply create. If we wish to advance in theoric,
strategic, and practical development of creativity, we
must get these three groups together. Creators have
been quite beyond what theoreticians think. This paper
is an intent to approach their thinking, opinions, and
interests.
Creativity must not stay in the lecture rooms or the
workshops. It must go out into the street, arrive at
every craft and to everyone, impregnate citizens' every-
day lives, whatever their professional activity. There is
creativity in journalism, politics, teaching, design,
comics, painting, business management, marketing,
administration, patent invention, etc. Any human activ-
ity is susceptible to improvement by incorporation of
original, innovating, creative ideas.
In the first seminar on 'Innovation and Business'
Organised by the CEOE (CBI) and the Association for
Progress in Management with the collaboration of the
Ministry of Industry, the following conclusions were
reached:
Spanish society is not yet conscious that its future
depends on the creative capacity of its scientists and
businessmen. This idea has not yet had the needed
impact, despite the fact that in communication media
we have begun to hear that we must be more creative
or we must develop and promote creativity. In the mass
media there is talk of viewing publicity spots for mak-
ing one's own 'creative photographs' or 'ongoing inno-
vation' when promoting a specific car brand. It has
not had the needed impact in industry, finances, edu-
cational centres, nor, of course, in our politicians who
are not conscious that the definition of scientific poli-
cies is a priority for a government. There is also an
affirmation that research and development should be
incorporated from the beginning to the concept of
business.
In the agricultural revolution (which lasted from
the neolithic to the 18th century), land was the main
source of wealth. In the industrial revolution (from
the 18th century until today), mining and transfor-
mation have been the main source of wealth of a coun-
try. The difference between rich and poor countries
lies in its industrial potential and its distribution among
the population. Then, looking towards the third mil-
lenium, the greatest wealth of a people will no longer
be in goods from the land, nor in their technological
transformation, but rather in people, in the workers'
creative capacity. In the second wave, as Toffler said,
the worker is an expenditure whi le machines and
products are goods. In the third wave, the one arriv-
ing with information telecommunication, men are
goods, while machines become expenditures. The busi-
ness, educational institution, or country which has
people with initiative, creative and innovative capac-
ity, will progress at greater speed. Creative people will
be social goods.
Today, an advertising or commercial campaign is
inconceivable without creativity. Competitivity is the
motivation driving the increasing interest in creativ-
ity both in productive and service organisations. It
will also come to the schools. Creativity is a r is ing
value.
R. Marín had intuited the consequences of this tele-
computer revolution when he wrote in 1980 (1984:7),
'Each of us, as part of society, must build everybody's
future. Basically this is education: preparing to face the
future'. In the age of the noosphere we are entering,
creativity is the most valued of qualities. But what do
we know of creative people and processes? I will try
to clarify this in a brief note.
TdD 51
The creative person and process
Theoric assumptions on the creating
person
A creative person is one who can look where others
have already looked and see what they did not see.
Maslow was convinced of the fact that the problem of
creativity is that of the creative person and he was cer-
tainly quite right when he asserted that the problem of
creativity is centred and solved in the person. Here the
origin and explanation of any human action is to be
found. But this assertion leaves us as insecure as befo-
re, as the person is a reality as complex, if not more
so, than the creative process itself. Here are some ques-
tions which leap at me insistently. What differentiates
the creative person from one who is not? What psy-
cho-dynamic components differentiate people? What
differentiates some people from others so that some
achieve social recognition of their work while others
sink to self-destruction? Is there a difference between
an ordinary person and a creative one? In what way
does professional activity influence personality traits?
Categorising is an efficient method for taking on
complexity. Allow me, thus, to introduce a first classi-
fication on creative people which I hope will contribute
to clear up some basic differences. If we value people's
creative capacity from their manifestations (work or
behaviour), we are assuming social acceptance as a cri-
terium. That is, creative fulfilment depends not only
on a person's creative capacity, originality or useful-
ness of ideas, but also on the social consciousness of
it. Many writers, painters, scientists, inventors, politi-
cians, etc., had to wait years or even centuries for their
talent to be recognised. Galileo, Servet, Luther, Freud,
Toulouse-Lautrec, Van Gogh, El Greco were, for a time,
misunderstood or even persecuted for their ideas. Many
others remained in oblivion despite their work. Some
left a dreadful memory, for their crimes. Were, for
example, Robespierre, Stalin, Hitler, Jack the Ripper
creative?
The foregoing reflections help us to better under-
stand the complexity of the initial problem. It could be
asked, were they not creative before they achieved social
aknowledgement? They were indeed, as their work is
still the same, but there was no collective consciousness
of its value. While intelligence is an immanent person-
al aptitude, creativity is, besides, an attitude as well as
a social attribute, as it requires communicating at some
stage of the process. Unexpressed, uncommunicated
creativity is an entelechy, a fiction. Creativity is a term
corelative between the personal and the social. In the
same way as childhood or motherhood are mutually
necessary, and motherhood is not fully possible until
the child is born nor can we conceive the child without
the parents, creativity lies in the person but its mani-
festation or product is not an end in itself -except in the
case of self-fulfilment-, but rather needs to be commu-
nicated to an institutional or social collective.
An example will help us to a better understanding.
No-one can doubt that America existed before it was
discovered by Columbus. But could we speak of it as
something real? Did it really exist for us before it was
discovered? Any scientific discovery is that: showing,
expressing, something that was hidden to knowledge.
It did not exist before, as the diamond does not exist
before it is taken from the earth and polished, although
we may suspect it lies under our feet. A person is a dia-
mond in the rough which must be polished and tem-
pered by creative practice. Michaelangelo used to say
that the work of art was in the marble; he only need-
ed to find it and bring it out. Finding it! So easy to say
and so difficult to do. A discovery, invention, creation
is nothing until it is carried out.
Even though every human being is potentially cre-
ative, few are really outstanding, few actually polish
the diamond of creativity they have inside; even if they
do so, it can give an enormous range of reflections. Its
value will therefore be due to these reflections, that is,
by the social value given to these ideas or achievements.
Thus, taking into account both personal potential and
its field of manifestation and social recognition, I find
four categories or groups of people, according to how
creativity is manifest in them:
1. The creating genius: exceptional creative qualities.
2. The creating person: shows creativity in valuable
achievements.
3. The creative person: creative potential not fully
exploited.
4. The pseudocreative person: deceitful creativity, or
contrary to values.
The creating genius
Geniuses or born creators are people with exceptional
gifts for creation, capable of generating radically new
ideas in one or several fields. They have an emerging
creativity, that is, a germinating one, which gives rise
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to multiple innovating ideas for generations afterwards.
Their creativity lies both in their specific aptitude and
in the implying attitude of dedication to their work
which can become an obsession. This is why they some-
times behave like people who are absent from every-
day reality. Although some studies throw a shadow of
doubt on the mental balance of creative genius, we
believe they have an extraordinary mental health, how-
ever much their obsession for an idea can lead them to
strange behaviour. They live in a world of ideas and
seldom find the ladder down to our reality; sometimes
this leads to a fall down the ladder or other pictures-
que descents. It is not the aim of this article to analy-
se eminent people; and I recomend the interested rea-
der the studies by R. S. Albert (1983), and D. K.
Simonton (1984).
Exceptional people have existed in all fields of
knowledge and culture. Their contribution to human-
ity's development has been basic to the point that, with-
out their contribution, progress would have been
delayed. They have made their mark on the history of
culture and institutions. We find examples of creating
geniuses in religion (Buddha, Moses, Jesus, Mo-
hammed), in philosophy and the development of knowl-
edge (Plato, Aristotle, Kant, Hegel, Kuhn), in scientif-
ic knowledge (Galileo, Newton, Einstein, Hawking),
in invention and discovery (Edison, Nobel, Darwin,
Curie, Pasteur, Cajal), in art (Leonardo, Michaelange-
lo, Picasso, Dalí), in literature (Calderón, Cervantes,
Goethe, Mann). The list of authors could be extended
to several hundred. In our own day, the Nobel prize
could be used as an external social criterium. It is a
recognition of extremely creating people.
The creating person
It would be a serious mistake to take into account only
eminent creators when approaching the creating per-
son. Neither do I believe it correct to focus biograph-
ical analysis only on these personalities, as this would
give us a biased image of the creating person. The cre-
ating person is one who has manifested creativity by
carrying out valuable works, which are so considered
by a community. Geniuses stand out extraordinarily
and have a universal projection; but there is also a con-
stellation of creators whose creative merit has been
recognised by history, be it general, national, region-
al, or local. A dictionary of famous people gives us a
good scientific reference for delimiting this second cat-
egory if we exclude the geniuses, men and women,
included in the first. History has given recognition to
the creative work of many thousands of people. But
there are many more who carried out valuable cre-
ations or innovations although they never crossed the
frontier of fame. Briefly, I call someone who has
expressed creativity by means of valuable achievement
at productive, inventive, or innovative level, a creating
person.
The creative person
M. I. Stein (1987:420) differentiates Creativity with a
capital C from creativity with a lower-case c. The first
refers to valuable achievement, the second to the every-
day. Others such as Taft speak of cold and hot creativ-
ity, and Maslow of primary and secondary creativity.
All seem to recognise that there are certain differences
between manifest and potential creativity. That is why
I speak of the creating and the creative person.
The creative person is one who has potential and
possibility for creating, generating, and communicat-
ing new ideas or achievements. In this sense, the pre-
vailing creativity is the expressive, the child's, the stu-
dent's, the adolescent, that of the professional who tries
to apply inventiveness, ingenuity, originality, innova-
tion to work. A potential we are all given and which
we express differently, often without exceeding mere
expressiveness. The creative person is the one capable
of looking where others have looked and seeing what
they did not see. The attitude component plays an
important role in this creativity.
The pseudocreative person
The creative potential is not always oriented towards
the achievement of valuable work for a society. Some-
times ingenuity and inventiveness are applied to destroy-
ing consolidated culture and values, to generate cor-
ruption, distortion, cover-ups, manipulation; to sum
up, developing ideas, carrying out plans, or inventing
instruments beyond the pale of current ethical consid-
erations. Does creativity have to answer to ethical prin-
ciples? How are we to qualify people who apply ideas
to destruction? What are we to think of refined inven-
tions for torture, sadism in prolonging death, experi-
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ments carried out on women and children during the
Second World War, inventiveness applied to terror and
terrorism, ingenious systems for brain-washing used
in some dictatorships, applying energy to destruction,
etc.? Here are some of the many examples in which
human beings have used their imagination to destroy
their peers.
I would have no objection to accepting these actions
as creative if they were not contrary to the intrinsic
semantics of the creative. Creativity means creating,
giving life or meaning to something new, constructing,
increasing (from Latin crescere), developing; always in
a positive sense and respecting specific socially accept-
ed values. Because creativity is not only a personal
process but also a social one, this process culminates
in personal satisfaction and the approval of the com-
munity it is directed to.
In the same way as educating consists, in its deep-
est sense, in helping to be a person, creativity carries
the seal of constructive intentionality. Thus, when stim-
uli or actions do not agree with social beliefs, we call
them dis-educational or anti-educational, even though
they may be carried out within the educational system
or even the classroom. Even though they still take place
in some cultures, we do not consider 'educational'
physical or moral punishment for not knowing a lesson;
it is not educational to expel a student for lack of dis-
cipline nor it is to expel a student for bad behaviour.
Although it is true they were considered educational
in the past, nowadays we qualify them as dis-educa-
tional, anti-educational, or contrary to education.
G. Heinelt (1979) and S. de la Torre (1981) have
referred to pseudocreativity as a concept which explains
behaviour evidencing false creativity. 'Efforts to awak-
en, promote, and recognise creative behaviour can
encourage pseudocreativity, that is, a feigned creativi-
ty, be it a conscious or an unconscious deceit'. If we
have to be original 'at any price', 'above all', we will
very probably fall into snobbery, edging out the true
sense of creativity. S. de la Torre (1981) in the article
'Manipulation of reality', expands this concept when
he asserts, 'Pseudocreativity conceals ostentation,
duplicity, identity crises, etc. This could be the most
blatant way to manipulate creativity, as it is not a ques-
tion of reducing it to its components, but rather of emp-
tying it of its internal meaning, filling it with apparent
novelty (p.118)'. This is, thus, where the pseudocre-
ative person fits in, in exploiting evil, in falacity, and
in snobbery.
With this initial clarification on personal creativi-
ty, we know where to place the question of personal
creativity. This paper is centred on creative people, and
thus on those who have manifested their creativity in
valuable ideas or work.
I have spoken of alleged theoreticians of the cre-
ative personality in 'Integrating routes of approach to
creativity' (S. de la Torre, 1982). In that article I pre-
sented a systematic analysis of the theories on the cre-
ative personality and characteristics attributed in oth-
er studies on the creative person. In other publications
(1984, 1993), I tackle the question of creativity from
a psychological perspective in which I give special atten-
tion to the creative person. In 'Educating in creativity'
(1987), I dedicated a chapter to describing four per-
spectives for analysing the creating personality, attend-
ing to the method (inductive, deductive) and the level
of consciousness (conscious-subconscious). Contribu-
tions by F. Barren on the disposition to originality, by
D. McKinnon on creative talent, preconsciousness from
L. S. Kubie, and psychodynamics of the creative inves-
tigator by D. C. McClelland make up four milestones
in the investigation of the creative personality.
Studies by A. Roe, M. I. Stein, H. Gough, F. Bar-
ron, and McKinnon on the creating person are already
classics. More recently, we have publications by R. S.
Albert, D. K. Simonton, S.G. Isaksen, J. Glover, R. Ron-
ing & C. Reynolds (Eds.), A. Mitjans, and Csikszent-
mihalyi.
There have been few more advances on the nature
or characteristics of the creating person. Biographi-
cal methodology leaves many points to be cleared up,
as it leans on indirect data, indirectly supplied. Auto-
biographies are richer in experience, meaning, and
attributions, but there are very few. Interviews per-
mit a deeper knowledge of the person, but these are
impossible when people have died. D.K. Simonton
has resource to historiometric methodology, using
education received, age of production, social role,
leadership, geographical placement as relevant vari-
ables.
A. Mitjans (1990, 1993, 1995) considers creativi-
ty in terms of personal construction. I increasingly
adhere to this overall perspective. Creativity is such
insofar as it contributes to the configuration of per-
sonality structure and facilitates its development. Cre-
ativity is not something within us as part of the per-
son, but is rather a projection of the whole person, with
its trends, inclinations, tensions, fears, beliefs, expec-
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tations, and all the emotional charge contained in it.
Also, of course, the cognitive and volitional aspect are
basic. Creativity is a process of the personality.
The author (1993: 12 ff.) bases the personological
nature of creativity on the following assumptions:
1. What is expressed in creativity is the link between
the cognitive and the affective which is the basic
regulation cell of the person's behaviour.
2. Creativity is associated to the presence of a diver-
se set of structural elements, among which forma-
tion-motivation of creativity stand out.
3. Creativity is associated to the presence of impor-
tant functional indicators and expressions of per-
sonality.
4. Comprehension of creativity is associated to cate-
gories of subject and personality.
5. Creativity is an expression of specific personologi-
cal configurations which make up varied means of
personality expression.
Empirical analyses have fragmented considerably
the global view of the person put forward by the
humanist trend. In an effort to identify traits and fac-
tors, we have relegated the conscious and the ego which
supports it to a second term, although the conscious is
the spark which sets the engine of the ego going, and
the ego is inextricably linked to the cognitive, affec-
tive, and connative sphere. Formation of will-action
(constancy, effort, responsibility, persistence, etc.) is
basic in construction of the person and is not less so
in the differences regarding creative activity.
It is like analysing the phenomena of images we see
on TV from their multiple material components. All
of them have a certain influence on the image we see
on the screen, but what is the basic explanation that
made TV possible? Any remote control or circuit can
block the image. In an optimist positivism, someone
could believe in the validity of the following observa-
tion: 'TV can be explained by the light switch, as images
appear or disappear as we turn the light on or off.'
The cause-effect relation is evident, although it con-
tributes little to explaining the TV phenomenon. We
also find a high correlation between age and a child's
height, however, there is no influence of one variable
over another as they are both of a completely different
nature. Observation is no guarantee of truth; we sim-
ply confirm simultaneity or non-simultaneity in facts.
Could we be applying the same TV pattern to cre-
ative behaviour? I hope not. The key discovery in TV
was Hertzian waves. This discovery best explains why
images arrive on our TV screens or music on our radio-
sets. How do we explain personal creativity? This led
me to look for indicators rooted in the person.
Although it is always possible to speak of differen-
tial aspects both in the person and the creative process,
according to the sort of activity they develop, we con-
firm there are more shared than differentiated traits.This
endorses the assumption that creative people have qual-
ities which can be stimulated and developed.
J. A. Cabezas (1993), after studying a heterogenous
group of thinkers, musicians and mystics, painters, psy-
chologists, etc., emphasises the following traits. They
are a reflection of this overall view of the creative per-
sonality I was speaking of.
1. Perceptive sensitivity. Sensitivity to problems, to
shortcomings and gaps, to improvements. An idea
in which Torrance, Guilford, and others who have
investigated on creative people coincide. Sensitivity
is an attitudinal indicator of creativity. Hence our
affirmation: a creative person is someone who
knows how to look where others have already loo-
ked and see what they did not see. Their sensitivity
to problems alters their perception.
2. Autonomy and independence of criterium. They want
to be themselves and flee from any rule which limits
them. Dependence is one of creativity's fiercest ene-
mies because it rests on a natural inclination: the
search for security and avoiding responsibility. Not
all are like this, however. Creative people stand out
precisely because of their independence and their
own opinion. Just as there are animals which prefer
the herd, the known route, like sheep, and others
which go freely among risky places, like goats.
3. Good self-image. Creators have a clear conscience
of themselves, who they are, what they want, how
far they can go; in this, they are ahead of others
their age. We frequently find, among those who
later stand out in the professional field, a childho-
od inclination or liking for their activity. Self-ima-
ge is like a mold of our expectations, a dress for our
ego, the face of our conscience. The creative per-
son always has a positive, constructive, va luable
self-image. They believe in their possibilities and
struggle to achieve their aims.
4. High level of aspirations and requirements. With
no differential tension, there are no changes in Natu-
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re or in people. Creators characteristically set them-
selves high goals, keep a distance from reality, from
what they already have, so as to aspire to more.
Without this imbalance between what we have and
what we want, between known reality and desira-
ble utopia, no change or improvement is possible.
Thus, creators have high aspirations, carry out plans
which go beyond present possibility, take risks, but
at the same time make an effort to achieve their
aims. The greater the distance between what they
have and what they want, the greater the satisfac-
tion when they achieve it. They constantly challenge
themselves.
5. Determination and constancy at work. This is a
trait which comes up strongly in all studies on cre-
ating personalities. The original bright idea can be
a question of chance or improvisation but its later
elaboration into a valuable achievement requires
dedication. This trait is usually associated to the
first and the last stages of the creative process. In
the first, because every creative idea is usually pre-
ceded by specific preparation. As Benavente said,
'When anyone has a good idea, it's because they
have been thinking about it a lot.' To the last, becau-
se it is in the stage of elaboration until it becomes
attractive and valuable. Those who only see in cre-
ativity its pleasurable, spontaneous, enjoyable aspect
are reducing it to its expressive level. We must not
hide this other aspect from the student if we really
want to develop creativity in its whole social dimen-
sion. Genius begins great works, but only constancy
finishes them.
After this brief summary of the literature, I will des-
cribe the investigation on the person and the creative
process carried out on a sample of 100 creators.
Outline and aims of the investigation1
The interest of this study is in the fact that it is the first
in Spain to tackle the creating personality and the cre-
ative process in different jobs, such as painting, design,
comics, theatre, and product-patenting. Our interest
lay in knowing whether there were differences in per-
sonality and the creative process, beginning from the
perception of creators themselves and the results of
standardised instruments such as 16FP. Whether cre-
ativity is single or multiple, according to differentiat-
ed fields of activity. Whether we can confirm the exis-
tence of the three dimensions in the creating process:
cognitive, affective, and tensional or conative. Specif-
ically, whether creativity is a general or factorial poten-
tial.
The main questions and aims into which we inves-
tigated in the creative person were:
- Is there a profile of the creating personality which
differentiates it from the general population?
- Are there meaningful differences in personality traits
among creators in different fields?
- What traits do creators attribute to creative people;
how do they characterise them?
- What attributes do they consider themselves most
gifted with?
- What situations dominate in the creative process?
- What moment of the process has most relevance
for creators?
- Can they differentiate cognitive, affective and ten-
sional components in each moment of the process?
- Which component prevails in each of them?
Design, instruments, and sample
To clarify these questions we raised collecting infor-
mation from people who had carried out activities of
recognised social value. Creativity was prefixed in this
work as novelty production, as we were speaking of
adult professionals. In this sense, we selected a sam-
ple of people who stand out in several professional
fields to be mentioned later. Our interest, following
the models of McKinnon and F. Barron, was to obtain
direct information from the creating people about the
process and personal characteristics as they themselves
see them.
We applied a design ex-postfacto, asking the sam-
ple subjects to answer several questionaires on per-
sonality and process. A correlational analysis among
several scores would give us their degree of corre-
spondence. We would also apply a comparison of aver-
ages between professional fields and moments of the
creative process, as well as profile comparisons. This
will give us a numerical answer to our questions which
we will later interpret.
1
 Dr. Tom S. Fresneda has collaborated in the empirical carrying out
of this investigation.
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To collect the information on personality traits we
gave out Cattell's 16FP questionaire in its C format.
The ample literature on this, both in English and Span-
ish, gives an acceptable level of validation. See, for this
purpose, the monograph by N. Seisdedos (1991).
The Questionaire on the Process of Creation (CPC)
elaborated by S. de la Torre is made up of 18 items
among which the first three (1-3) refer to personal data:
job, age, professional activities. Questions 4-11 ask for
information on the specific fact of innovation or the
field in which they stand out, as well as how long it
took them. These first questions are introductory and
referential. Items 13, 14, and 15 collect characteristics
prior, concommitant, and subsequent to the creating
idea. Item 16 is a check-list of emotional situations and
states which the subject had to place at one of the
moments of the process, before, during, or after the
arrival of the innovative idea. These states and situa-
tions refer to the three dimensions previously men-
tioned: cognitive, affective, and tensional. These dimen-
sions appear alternatively and latently along the 30
expressions referring to the subject's emotional state.
We were helped in its elaboration by the work of B.
Ghiselin, R. Rompel, and C.W. Taylor (1980): 'Check-
list of the creative process'. Items 17 and 18 are Lik-
ert-type four-value scales to avoid subjects placing them-
selves in the middle. They are given 30 qualities
investigators often attribute to creators to score accord-
ing to whether they find them more or less character-
istic of creative people. These attributes or adjectives
with cognitive, affective, and conative-tensional con-
notations respect the alternative pattern referring to
the process. The 30 traits of item 18 refer, in the same
scale, to qualities they recognise in themselves.
The following text is added to the questionaire:
'Knowing that you have contributed to the service of
society by your creative power, we request your col-
laboration in the investigation we are carrying out at
the University of Barcelona to clarify the process of
creation in people who have contributed with valuable
innovation'.
'The purpose of this clarification is the development
of creative capacity in the educational field, and we
consider you an eminent collaborator as you contribute
your experience. We do not doubt you will understand
this, and thank you in advance'.
The questionaire was delivered personally at an inter-
view previously requested and, when possible, we held
an interview with the person answering the questionaire.
The sample is made up of 100 well-known profes-
sional creators from Barcelona, distributed among five
professional fields. The sample among them was not
homogenous due to the difficulty in finding people will-
ing to answer us: 45 artists or painters, 20 inventors
of patent processes, 18 designers, 12 cartoonists and
5 actors.
They all have the characteristic of 'being willing to
answer the questionaire', which defines this popula-
tion, as over 20% refused to answer or did so incom-
pletely or inadequately. The results will thus only rep-
resent this type of population as they presuppose an
open-minded and collaborating attitude not found in
others, especially when dealing with inventors. In the
latter we found all sorts of reticence not found in oth-
er kinds of creators, possibly due to the fear of some-
one taking over their patent. Some who answered the
Questionaire on the Process of Creation (CPC) refused
to answer the Cattell 16PF questionaire 'because they
did not want to strip in public'. In this sense, only 65
creators answered this personality questionaire.
Criteria for selection of the sample subjects, although
varying in each category, carried the idea of counting
on people outstanding in their professional field. We
did not try to contact geniuses, but rather profession-
als who had given proof of their creative potential. In
this sense I would like to stress that our investigation
has the merit and the limitation of referring to normal
people, who make a living from their everyday work,
even though this demands certain creative capacities.
We found creativity in all professions, although in some
of them the creative capacity is like a basic tool for
work, such as typing ability in an office worker.
In this sense, we looked for people corresponding
to the group of artists-painters who had recently
exposed work in one of the important galleries in
Barcelona. The designers mostly belong to the BCD
Foundation, a well-known design centre in Catalonia;
among them we find the director of the centre, direc-
tors of design centres, and some professors of the
Beaux-Arts faculty. Inventors with patents, more dif-
ficult to contact, were found by means of the Official
Bulletin of Industrial Property. The cartoonists belong
to comics editors ('Papus', 'Salt & Pepper', 'Interpub-
li', and 'Norma', among others). 'El Perich' or 'Cese',
who both have strips in several newspapers and mag-
azines, are well-known to the Spanish public. The
actors, all of whom were playing at theatres in
Barcelona, have preferred to remain anonymous.
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Discussion of results: characteristics of
the creating person
Profile of the creating person (16PF)
In regard to the personality profile of the creative inves-
tigator studied by Cattell, he confirmed predominant
factors of intelligence, introversion, self-reliance, a more
Bohemian nature, more radical, and less emotional sta-
bility. In regard to the general profile of our sample,
we confirm that the variability remains within normal
limits, although the profile does not coincide with that
of the Spanish population in general.
These are the differences we found in the creators
of our sample, compared to the general Spanish pop-
ulation described by Seisdedos (1991). They have high-
er marks in:
- Dominance (E): aggressive, self-confident, inde-
pendent, competitive, and obstinate.
- Sensitivity (I): more sensitive to surroundings.
- Imagination (M): significantly outstanding, com-
pared to the general population.
- Self-reliant(Q3): independent and resourceful.
Moreover, they also introduce some difference,
showing lower marks than the average Spanish popu-
lation in the following traits:
- Reserve (A): more critical and capable of isolation.
- Superego (G): carefree and less tied to social rules.
- Adaptable (L) to new conditions.
- Simplicity (N) and security (O), showing more natu-
ral behaviour, difficult to manage, while strongly
self-assertive and satisfied with what they do.
If the differences between creators (as a global sam-
ple) and general population is not very striking, as it
moves within normal limits, it could be due to the com-
pensation effect of extreme positions. Averaging results
of heterogenous groups, differences diminish. Our argu-
ment for this interpretation is the fact that profiles of
the different professional groups introduced positions
further from the average profile.
Actors, for example, with all due reserve for the
scarce number of subjects, accentuate in greater degree
than other professions factors attributed to the creative
person: dominance (E), low superego (G), enterprising
(H), imaginative (M), low integration (Q3).
Artists move away from the general population in
three factors: sensitivity or premsia (I), imagination or
autia (M), self-reliance (Q2).
Inventors on the whole stand out mainly in two fac-
tors: intelligence (B) and suspiciousness or pretension
(L), and are more distrustful and difficult to deceive.
Designers overtake the average population in dom-
inance and imagination and stand out slightly in sim-
plicity (N) and self-reliance (O) factors.
What can we conclude from these results? These
results show that differences exist, but do not in fact
justify defending a profile of differentiated person-
ality. The creative person stands out in those aspects
having to do with the use of imagination, with self-
consciousness and opening to the surroundings, but
coincides with the rest of the population in other
characteristics. There does not seem to be a creator
prototype personality, but the activity environment
marks the person or, perhaps, the person is attract-
ed by specific activities according to personal char-
acteristics.
However, we can elicit or extract specific traits
more in consonance with creative conduct. Know-
ing them will give us founded and exact clues if we
really want to stimulate creativity in young people.
Development of creativity cannot be reduced to the
domain of techniques known as 'creative', nor to
mere spontaneity, but rather a plan of creative train-
ing ought to take into account some of the out-
standing traits of this study such as dominance, low
superego, sensitivity, adaptation to new situations,
imagination, simplicity, self-assertion, self-reliance,
etc. These traits should be complemented with oth-
ers to be commented on later. Promoting the devel-
opment of these attitudes and abilities means open-
ing a way to creativity. True creativity goes beyond
the conceptual. Creativity is one, its manifestations
multiple.
What do creators think of themselves and of
other creators?
Going back to the question we asked at the beginning
of the study, we ask, what traits do creators attribute
to creative people? What attributes do they believe
the.mselves most gifted with?
Here are some of the traits and characteristics
creators attribute to creative people. The totality
allows construction of the model or image they have
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of the creative person, the ideal to which they aspire.
Doubtless they are traits which have something of
utopia, wish, aspiration, but they allow us to sketch
the profile of what they see as a creative person,
knowing that there is a certain projection of what
they themselves have. The most outstanding traits
are, thus: imaginative, intuitive, original, sensitive,
independent, having initiative, intelligent, ingenious,
prepared, enterprising, with different ideas, witty,
tenacious, unconventional. If we notice the first
adjectives, we can see a confirming correspondence
between 16PF and the answers given in our ques-
tionaire. A whole programme for intervention in
education, coinciding with findings in other inves-
tigations.
Table 1. Qualities attributed by creators to the creative person
Qualities
sense of humour, associative agility, dreamer, idealist,
constancy in what they begin, autonomous, indepen-
dent.
The coincidence of traits leads me to assert that
what we call creativity carries certain differential traits
in the person. We confirm, by triangulation of differ-
ent instruments and personal referents, that creativity
requires training which does not lie in current acade-
mic learning, which is not contemplated in school cur-
ricula, and which teachers have not yet taken on.
The three approaches to the creative person: the stan-
dardised Cattell questionaire, the questionaire on extrin-
sic trait attribution, and the questionaire of intr insic
attribution or self-qualification, converge in a similar
description. If these results were not enough to convince
us of what are the most relevant attributes of the cre-
ative person, correlative analysis gives us a chart in which
these traits maintain high correlation among themselves.
Unconventional
Tenacious
Witty
With different ideas
Enterprising
Prepared
Ingenious
Intelligent
Having initiative
Independent
Sensitive
Original
Intuitive
Imaginative
Average scores
30
30
30
31
31
32
32
33
34
34
35
35
35
38
on a scale of 1 -4 with no fractions.
Table 2. Qualities recognised by creators
Qualities
Non-conformist
Natural, spontaneous
Autonomous, independent
Constant
Dreamer, idealist
Associative agility
Sense of humour
Independent thinking
Adaptable to new situations
Open to experiences
Intuitive
Intellectual curiosity
Imaginative
Sensitive to problems
in themselves
30
30
30
30
3 1
31
31
31
32
32
32
33
33
39
With what characteristics do creators believe
themselves most gifted? We believe it interesting to
contrast the image creators have of the prototype of
the creator and the one they have of themselves. Do
both images coincide? In what do they differ? What
deficiencies do they recognise in themselves? What
separates them from the creative ideal? According to
our study, the qualities they most values in them-
selves are:
sensitivity to problems, abstraction, imagination,
intellectual curiosity, intuitive, open to experience,
adaptable to new situations, independent thought,
Scores on a scale of 1-4 tranferred to a scale of 10-40.
These qualities and traits give us an overall portrait
of a creative individual: imaginative, intuitive, origi-
nal, sensitive, independent, with intellectual curiosity.
They respond to what we already knew. However, the
least valued trait in the school environment is tenaci-
ty and constancy. It is interesting to stress this issue as,
when we asked creators for the reason for their suc-
cess, they once again indicate these qualities, includ-
ing the artists.
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Differences introduced by professional
activity
We sum up the more relevant differences among pro-
fessional activities, according to the qualities each attrib-
utes to creative people in the following chart.
Table 3. Qualities atributad to creative people
Qualities Activity Comporta tion
Meticulous
Practical
Enterprising
Strange behaviour
Sensitive
Adaptable
Independent
Strange behaviour
Patents - Cartoonists
Patents - Cartoonists
Patents - Cartoonists
Patents - Cartoonists
Patents - Artists
Patents - Design
Cartoonists - Design
Cartoonists - Design
* +
**+
*+
* *_
rt- *
* +
* +
* +
+ Values the 1st more, * significant in 5%, - values the 2nd more,
* * significant in í %
Although there are general characteristics such as
those stressed before, professional activity introduces
differences and nuances which should be taken into
account. The most distinct differences are to be found
among patent inventors and cartoonists. This reveals
that their professional activities, the different mate-
rials they work with, lead to behaviour, beliefs, and
values which differ in the person. Thus, inventors are
more meticulous, practical, and enterprising. Car-
toonists on the whole value unusual , infrequent,
surprising behaviour more. Because they have to sur-
prise.
Artists score the quality 'sensitive' higher than
inventors. Cartoonists consider themselves more inde-
pendent than designers, perhaps because the latter are
guided by aesthetic patterns which limit their free
expression. It is curious to confirm that:
- Differences among groups are scarce.
- These differences basically appear when valuing
creative qualities in others,
- We find no significant differences among the pro-
fessional groups studied when valuing these quali-
ties in themselves.
Discussion of results: the process of creation
What situations or emotional states dominate in the
creative process? What moment of the process -before,
during, after- acquires greater relevance for creators?
Can we differentiate cognitive, affective, and tension-
al components in each moment of creation? What com-
ponent prevails in each of them? The answers are
descriptions by the creators themselves:
1. Before ideation: ideas crowd around, thousands of
ideas rush about, many associations, unusual ide-
as, the idea jumps on them, foresights, they feel agi-
tated, nervous, their attention wanders.
2. During ideation: given over to the idea, acute atten-
tion, control their attention, nervous.
3. After ideation: inner satisfaction, contentment, relief,
satisfaction, desire communication, relaxed imagi-
nation, peace and quiet, optimistic, calm, thinking
of results.
All these traits appear in over 35 % of cases.
'Nerves', for example, are present before and during
ideation. From these qualitative descriptions, we
deduce:
1. Recognition of at least three moments in their cre-
ative process, each characterised by different emo-
tional states.
2. Before the process a tensional state is present, in
which a thousand ideas seem to flow. Cognition
and feeling cooperate to take to the conscious tho-
se ideas which fluctuate in the pre-conscious or sub-
conscious.
3. At the moment of ideation, contrary to what could
be supposed, control, acute attention, cognition
seem to dominate over feeling and tension. There
is no allusion to intuition, the sudden idea, nor the
unexpected, effortless appearance. It is the moment
of maximum conscience, according to the creators
surveyed.
4. The moment after seems to be characterised by the
predominance of an emotional state with inner satis-
faction, optimism, relief, desire to communicate. It
is a state of calm and quiet.
The chart of percentages of appearance of the trait
'before', 'during', or 'after', synthesises the predomi-
nance of each at different moments of the process.
Some, like wandering attention, belong to the previ-
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ous situation; others may show up 'before' and 'dur-
ing', as: multiple association, excitement, exploring
attention, etc. Others, on the contrary, belong more to
the 'after' situation: calm, satisfaction, need to com-
municate. There are specific psychological states pre-
sent in the three moments with a high percentage of
occurence: clear-minded, thinking about results.
Taking into account the percentage of trait appear-
ance at the three moments, there is a greater concur-
rence of them before, during, and after, in this order.
Table 4. Quantification of references by moments and pro-
fessions
Before During After
808 references 705 references 632 references
Table 5. Differentiating the five professional fields, we get
the following chart
Profession
Artistic
Patents
Design
Cartoonist
Actors
Total
before
393
167
120
106
22
Percentage of appearance
during
334
157
105
83
26
after
288
165
95
63
21
before
8.
8.
6.
8.
4.
,73
.35
.66
.83
,40
during
7.42
7.85
5.83
6.91
5.20
after
6.40
8.25
5.27
5.25
4.20
If we concentrate on the consideration that each
moment has for the creators, 'before' is more impor-
tant and diminishes progressively, except in specific
cases such as patents and actors. Also, artists and
inventors show greater frankness when evaluating the
process than actors and cartoonists, who are drier.
What weight do the subjacent dimensions (cogni-
tive, emotional, tensional) have at each moment of the
process? What differences do professional fields intro-
duce? Our answer is the following results.
The median presence of traits characterised as cog-
nitive has a value of 7'97; belonging to the emotional
dimension 6'61; and tensional 6'88. The higher values
correspond to the moment before and the tensional
and cognitive dimensions.
A quick glance at the profile manifests the hetero-
geneity existing between our creators' different pro-
fessional fields as to dimensions prevalent at each
moment of the process. The actors present less sensi-
tivity to the psychological factors of the process, if we
except the cognitive dimension during the play. If we
bear in mind the general average of all the groups, we
notice two blocks of variables.
With regard to other external variables related to
the creation process, we stress the following comments.
In curiosity about the issue, there are marked differences
among the five groups. Cartoonists manifest 66 %
curiosity about the issue, artists 44 %, inventors 30 %,
and designers only 22 %. In dedication to studying the
issue the most marked differences are between actors
(80 %) and cartoonists (25 %).
In search for useful improvements, inventors are
outstanding at 60 %, while artists only give 20 % and
cartoonists 16 %. In general, they remain constant to
their idea, without faltering, especially the inventors,
at 60 %.
The source idea or intuition of the innovation came
to cartoonists after living or seeing an experience in 58 %
of cases; designers in 27 %, and actors in 20 %. It came
to actors after studying the issue in 80 % of cases, to
inventors 60 %, to artists 35 %, and to designers and
cartoonists in 33 % of cases. Thus, ideation does have
to do with professional activity.
We also stress that the main idea does not usually
come during a break, except for artists, who do not
insist on this aspect.
More than 50 % of those surveyed are thinking of
developing their innovation and putting it into practice,
especially inventors in 85 % of cases. In the proof of
innovation, there are significant differences between
inventors and the other groups. In the inventors group,
it reaches 60 %, while with artists, designers, cartoon-
ists, and actors it remains at 22 %, 27 %, 16 %, and
0%, respectively. It is clear that the nature of the prod-
uct can require proof or not, depending on the activity.
Conclusions
Creativity is one in nature and plural in manifestation:
unity in plurality. The personality differences found in
the different professional activities (artists, inventors,
designers, cartoonists, actors) diversify without dis-
persing the unique concept of creativity which subsists
in all of them. We can say the same of the creative
process. The differences are acute between the fields
analysed, but the psychological states are concommi-
tant. In all the professessions we confirm the three
moments and the dimensions subjacent to the process
of creation: cognitive, affective, and tensional factors.
TdD 61
The creative person and process
Having carried out these considerations of a general
nature, we formulated the following conclusions more
succinctly, with all due reserve for the reduced num-
ber of some subgroups:
1. Although we cannot assert that there is a specific
profile of the creating personality clearly differen-
tiated from the general population, we found cer-
tain characteristics which help us to identify it, such
as: dominance, sensitivity, imagination, self-relian-
ce, reserve, adaptation, simplicity, secureness, uncon-
cerned about social rules... to a higher degree than
the population. This scant difference could be due
to the compensation effect of extreme positions
when averaging.
2. Triangulation of results obtained by means of the
16PF questionaire, heterovaluation, and autoeva-
luation give greater consistency and validity to
results. Theses, with natural differences from the
instrument itself, which allow us to construct an
approximate portrait of the type of people we
should train if we wish to make creative adults of
them. Imaginative, intuitive, original, sensitive, inde-
pendent, with initiative, ingenious, prepared, enter-
prising, with many ideas, witty, tenacious, uncon-
ventional, etc. individuals. Conformity and creativity
are rarely to be found together.
3. From everything we have mentioned, we can dedu-
ce that creativity is something more than thought.
Feeling, tension, and cognition interact in any human
activity. Education in and for creativity lies in a
balance between knowledge, affectivity, and action.
Teaching how to think, feel, and make decisions is
the foundation for constructing personal creativity.
4. In the process of creation in any professional field,
we can confirm at least three moments: prior to ide-
ation, concommitant and subsequent, with cogni-
tive, affective or emotional, and tensional factors
subjacent in all of them. Contrary to what it could
seem, the 'prior' moment holds most importance
for creators than the specifically ideative moment
and, of course, than the subsequent. In all of them
there is an interaction of, as we assert in the pre-
vious conclusion, the three personality dimensions:
cognitive, affective, and tensional.
We conclude this paper by recognising that the creative
person is the one who always knows how to find some-
thing new in the identical, as Kirst wrote or, as M. Fusti-
er said, 'The creator has the daring to abandon the
identical and go towards the different'.
What can we do from the educational field to stim-
ulate creativity? The answer is to be found in a wise
creator from our century, Einstein: 'The most impor-
tant of a teacher's art is knowing how to awaken the
joy of creating and knowing in students'. Thus, cre-
ativity must include knowledge, personal attitude, and
action.
As R. Marín (1989:5-6) asserts in 'Training for cre-
ativity', Tn a world of accelerating change, for facing
the future it is no longer enough to extrapolate present
trends; we must construct it, invent it. Creativity is no
longer a luxury of the privileged few, but a daily
demand... Nations and individuals who open up the
path to scientific discovery, technological innovation,
artistic creation and, in general, all those who are capa-
ble of generating new products, ideas, institutions, and
values, are the ones who keep time with history'.
But to achieve this, it is necessary to train for cre-
ativity. 'From society and from the educational system,
there is a growing demand for training for creativity'.
Most of the traits attributed to the creative person
are to be found in the person most outstanding in the
study, promotion, and development of creativity in our
country: Ricardo Marín Creativo.
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